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A Review of the Korean Film Industry 
During the Third Quarter of 2004 


Increase in overall admissions and in the 
number of films released 

From January to September 2004, 30,707,000 people went 
to the theaters to see a total of 208 films. This represents a 
13.5% increase in admissions over the same period of the 
previous year, and an increase of 41 films (based on results in 
the Seoul area). If we use the films released during this period 
as the standard, and thus exclude previously released films, 
then 30,309,000 people paid to see 197 films. The average 
number of admissions per film was estimated at 167,991, a 
decrease from the previous year’s average of 194,271 
admissions per film. This disparity can be explained by the fact 
that although total admissions increased, 41 more films were 
released during this period than the year before. Looking at 


Table 1. Total admissions and market share 


from January to September 2004 





the number of films released during the first three quarters, it 
is predicted that this year will see an actual increase in the 
number of films released, thus reversing a four-year long 
downward trend in which 339 films were released in 2000, 
280 films in 2001, 274 films in 2002, and 240 films in 2003. 
The number of Korean films screened and released during 
the first three quarters of 2004, 61, constitutes an 11 film 
increase over the same period of the previous year. Meanwhile 
a total of 57 Korean films were released during this period, or 
12 more than during the same period of the previous year. 
Some 20,149,000 admissions were sold for Korean films, an 
increase of 37.1%. During the first three quarters of 2004 
Korean films accounted for 57.8% of the overall market. The 
number of admissions per film also increased somewhat, from 


from January to September 2003 


























Country 
No. of Films Admissions in the Seoul area Market Share Rate of Increase No. of Films Admissions in the Seoul area Market Share 

Screenin 61 21,429,095 57.8% 37.1% 15,631,642 47.7% 

First run 18,593,596 28.3% 14,492,853 47.8% 

Screening 147 15,642,253 -8.7% 117 17,135,034 52.3% 

Foreign Films ; 

First run 140 14,500,616 8.3% 15,813,364 52.2% 

el Screening 208 37,071,348 100.0% 13.1% 167 32,766,676 100.0% 

ota 
First run 33,094,212 100.0% 30,306,217 100.0% 








1. The monthly statistics are provisional figures. Please refer to the Korean Cinema Yearbook for the final number of admissions for each film. 
2. The calculation of admissions in the Seoul area was based on the materials developed by KOFIC and Max Movie, which in part was based on materials provided by film distributors. 
3. We would like express our sincere thanks to Cinema Service, Showbox/Mediaplex, Show East Co., Chungeorahm, Warner Brothers, and Columbia Tristar for providing us with the materials 


we needed. 
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322,063 to 326,203. The size of the average admissions per 
film remained essentially the same as a result of the fact that 
this increase in the number of admissions was accompanied 
by a similar increase in the number of films released. 

Meanwhile, although a larger number of foreign films were 
screened, the number of admissions for these films actually 
decreased. All in all 10,564,000 admissions were sold for 147 
foreign films, which constitute an increase of 30 films but a 
decrease of 8.7% in the number of admissions. Therefore, the 
average number of admissions per film fell from 142,463 to 
103,576. 

The market share of Korean films during the first nine 
months of 2004 fell to 57.8%, which is somewhat lower than 
the 61.9% recorded during the first half of the year. This 
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Romance of Their Own 


change was in great part due to the popularity of foreign 
films, in particular of Hollywood blockbusters, during the 
summer season. Conversely, the market share of foreign films 
during the first nine months of 2004 was 42.2%, a slight 
increase from the 38.1% recorded during the first half of the 
year. 

When compared with the previous year’s totals, the market 
share of individual countries trended downwards. While the 
market share of Korean films was as mentioned above 57.8%, 
the market share of U.S. films during this period decreased 
from 44.5% to 38.9%. All in all, 93 American films were 
screened with a total of 10,441,000 admissions sold. This 
downward trend has for the most part been the result of the 
decrease in the number of admissions for U.S. imported films. 
Meanwhile, the number of admissions for directly distributed 
films increased from the previous year, and only a slight 
decrease in the market share of these directly distributed films 
was recorded. The combined market share of Korean and U.S. 
films during this period was a very significant 96.7%. 

In the case of the films originating from other countries, 
such as Chinese, European, and Japanese films, a decrease in 
the number of moviegoers, and subsequently, in their market 
share, was recorded. The most prolific third country in terms 
of the first run films screened during this period was Japan 
with 24. However, the market share of these Japanese films 
was only 0.8%, down significantly from the 3.0% recorded 
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Market share by country for the third quarter of 2004 


Japan 0.8% 
Others 4.7% 


China 1.7% 


Europe 0.4% 


U.S.A. 


Others 


Table 2. Market share by country 


Market share by country for the third quarter of 2003 











Japan 3.0% 
China 3.2% 


Others 0.1% 


Europe 1.5% 






















































2004. 1.1 ~ 9. 30 2003. 1. 1 ~ 9. 30 
Country 
No. of Films | Admissions in Seoul Market Share No. of Films | Admissions in Seoul Market share 

eae First run 57 18,593,596 56.2% First run 45 14,492,853 47.8% 
Screenings 93 14,416,590 38.9% 44.5% 
noe First run 13,287,841 First run 75 13,252,146 43.7% 
Direct Screenings 9,684,451 Screenings 50 9,043,549 27.6% 
Distribution First run 9,441,057 First run 47 8,560,569 28.2% 
Screenings 4,732,139 Screenings 30 S020 16.9% 

Imported Sa a epee i rn i, rae pe ae ia ae Sere ne Sah a re ae 
First run 3,846,784 First run 28 4,691,577 15.5% 
Screenings 639,265 Screenings 7 1,051,046 3.2% 
me First run 4 639,265 1.9% First run 7 1,051,046 3.5% 
22 147,776 0.4% Screenings 20 1.5% 
eu First run 22 147,776 0.4% First run 19 498,172 1.6% 
24 298,726 0.8% Screenings 8 3.0% 
pan First run 22 295,658 0.9% First run 8 967,850 3.2% 
a First run 3 130,076 0.4% First run 2 44,150 0.1% 
Screenings 208 37,071,348 100.0% Screenings 167 32,766,676 100.0% 
— 197 33,094,212 100.0% 100.0% 


* China includes Hong Kong and Taiwan 


the previous year. Chinese films(including Hong Kong and 
Taiwanese films) grabbed the largest market share of any of 
these third countries; with its four films accounting for 1.7% of 
the overall market. 
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Relatively little change from the previous 
quarter in terms of film distribution 
Showbox/Mediaplex, Cinema Service and Cj Enter- 


tainment’s stranglehold over the domestic distribution market 


was further solidified. However, while the market share of 
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Table 3. Market share of distributors (rom january to September 2004) 
‘we 
_ Showbox/Mediaplex,inc. _ Showbox/Mediaplex,inc. 7,171 7,171,828 19.3% 
Cinema Service oe 7, alee 118 =19.3% 
Warner Brothers Korea as: ] 9.3% 
All Columbia Tristar 15 1,604,452 4.3% 
Films Korea Pictures 4 3.4% 
Walt Disney/Buena 18 1,157,238 3.1% 
Show East Co. 6 965,252 2.6% 
Others 81 3,311,723 8.9% 
Cinema Service 15 33.3% 





Showbox/Mediaplex, Inc. 11 6,778,531 31.6% 
C) Entertainment 12 3,604,956 16.8% 


1,258,700 5.9% 





Korean Korea Pictures 2 
Films 
Chungeorahm Film 


822,828 3.8% 





Others 18 1,827,802 8.5% 
Total 21,429,095 100.0% 





Warner Brothers Korea 3,448,571 22.0% 
C) Entertainment 12 3,371,267 21.6% 
14 





Twentieth Century Fox Korea 2,877,189 18.4% 
Foreign Columbia Tristar 1,602,276 10.2% 


Films UIP 10 945,279 6.0% 





Walt Disney/Buena 17 889,185 5.7% 





15,642,253 100.0% 


Others 72 2,508,486 16.0% 
Total 147 





|, Robot 
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Showbox/Mediaplex and Cinema Service, which distributed 
15 and 16 films respectively, accounted for 19.3% of the 
overall total each, C] Entertainment, which distributed 24 films 
during this period, was hard-pressed to hang on to third 
place. 4 of the 5 direct distributors, Tube Entertainment, and 
Show East Co. also managed to make the list of the top 10 
distributors. 

The 15 Korean films distributed by Cinema Service garnered 
33.3% of the overall market share for Korean films. 
Meanwhile, the 11 Korean films released by Show- 
box/Mediaplex accounted for 31.6% of the overall market 
share, and C} Entertainment's 12 films for 16.8%. This quarter 
also saw Chungeorahm make the list of the top distributors of 
Korean films. 

In terms of the distribution of foreign films, while the five 
direct distributors remained the major players, CJ 
Entertainment and its 12 films did manage to finish 2nd with a 
market share of 21.6%. 


Monthly changes in admissions 

A review of monthly ticket sales during the first three 
quarters of 2004 reveals, as expected, that the winter and 
summer seasons are the peak periods for the film industry. The 
lowest monthly amount of tickets sold was recorded in March, 
thus completing a decrease which began in January. From 
that point on, ticket sales recovered throughout the summer 
season, reaching their zenith in August. Ticket sales however 


decreased significantly in September. 
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The largest number of admissions for Korean films was 
recorded in February. Thereafter the number of admissions 
decreased until June before recovering to hearty levels in 


previously released <The Lord of the Rings: The Return of The 
King>, the top 10 foreign films at the box office consists of 
Hollywood blockbusters released during the summer season, 


August. The most successful Korean films at the box office 


were <Silmido> and <Spirit of Jeet Kune Do: Once Upon a Monthly changes in admissions 


Time in High School > in January, <Taegukgi> in February, and 


after a sluggish period, <My Little Bride> <The Big Swindle> Bega 


and <Arahan> in April, <The President’s Barber> in May, 5,000,000 


<Windstruck> in June, <Romance of Their Own> in July, and 4,000,000 


SUOISSILUPY [2}01 > 


< Fighter in the Wind > in August. 3,000,000 


Meanwhile, the month on month changes in admissions for 


® 
> 
ae 
Sa 
a 
oe) 
a? 
22 
= 
og 
2a 
Ga » 
53> 5D 
a) 
32 


2,000,000 


foreign films was not as pronounced as in the case of Korean acne 


films. The number of admissions gradually increased after 


9 (Monthly) 


having reached their ebb in March, with the high point 





reached during the summer season. With the exception of the 


Table 4. Monthly changes in admissions 





























Jan. Feb. Mar. Apr. May Jun. Jul. Aug. Sep. Total 
Admissions for Korean films 3,281,600 3,743,333 2,070,818 1,863,712 2,226,771 1,315,711 2,118,746 2,892,787 1,915,617 21,429,095 
Monthly market share 62.5 82.3 75.8 57.2 61.3 32.8 42.4 55.9 55.3 
Quarterly market share 72.6 49.6 50.8 57.8% 
Market share for a half-year 61.9 - 
Admissions for foreign films 1,967,145 807,724 660,393 1,396,861 1,403,774 2,691,878 2,883,734 2,279,275 1,551,469 15,642,253 
Monthly market share 37.5 17.7 24.2 42.8 38.7 44.1 | 44.7 
Quarterly market share 27.4 50.4 49.2 42.2% 
Market share for a half-year 38.1 - 
Total 5,248,745 4,551,057 2,731,211 3,260,573 3,630,545 | 4,007,589 5,002,480 | 5,172,062 3,467,086 37,071,348 











0 Catch a Virgin Ghost : 
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starting with <The Passion of Christ > in April, <Troy> in May, 
<Shrek 2>, <The Day After Tomorrow> and <Spider-Man 2> 
in June, <Harry Potter and the Prisoner of Azkaban>, <l, 
Robot> and <Van Helsing> in July, and <Terminal> in August. 


Box office results 

6 foreign films, all of which were released during the 
summer season, made their way onto the overall box office 
top 10. The box office king however proved to be 
<Taegukgi>, which attracted 3,500,000 moviegoers in the 
Seoul area and 11,700,000 nationwide. <Silmido>, another 
Korean film, finished second. 

In terms of the top 10 Korean films, a comparison with the 


Table 5. Box Office Top 10 


first half of 2004 reveals that while overall the situation 
remained for the most part the same, < Fighter in the Wind >, 
which was released in August and attracted 630,000 
moviegoers in the Seoul area, and < Romance of Their Own >, 
which was released in July and attracted 610,000 moviegoers, 
did manage to make their way onto the list. 

With regards to the top 10 foreign films, while <Troy>, 
which was released during the first half of the year, and 
attracted 1,500,000 moviegoers in the Seoul area, did 
manage to hold on to the top spot, the remainder of the list is 
composed of films which proved to be popular with 
moviegoers during the summer season. 




















Order Title Admissions nationwide 
] Taegukgi 2004-02-05 Showbox/Mediaplex, Inc. 110 3,509,563 11,746,135 
3 Troy 2004-05-21 Warner Brothers Korea 1,513,408 3,851,000 
5 none eee eer 2004-01-16 CJ Entertainment 1,020,869 3,011,691 
6 The day after Tomorrow 2004-06-03 Twentieth Century Fox Korea 954,300 2,952,700 
7 The Passion of Christ 2004-04-02 Twentieth — Fox Korea 940,311 2,486,600 
? ee a 2004-07-16 Warner Brothers Korea 892,900 2,532,000 
10 My Little Bride 2004-04-02 Korea Pictures 876,600 3,149,500 





* 694,174 admissions were sold for the film, <Silmido> in the Seoul area, in 2003. 


Table 6. Top 10 Korean Films 
































Order Title Admissions nationwide 
| Taegukgi 2004-02-05 ——e Inc. 110 3,509,563 11,746,135 
3 ae be sao rare 2004-01-16 C) Entertainment 1,020,869 3,011,691 
4 My Little Bride 2004-04-02 Korea Pictures 876,600 3,149,500 
5 The Big Swindle 2004-04-15 ee Inc. 776,928 2,145,887 
7 Windstruck 2004-06-03 | Love Cinema, C} Entertainment 665,531 2,205,000 
8 The President’s Barber 2004-05-05 Showbox/Mediaplex, Inc. 661,957 2,001,301 
9 Fighter in the Wind 2004-08-12 oli Film 634,740 2,324,445 


* 694,174 admissions were sold for the film, <Silmido> in the Seoul area, in 2003. 
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Table 7. Top 10 Foreign Films 
Order Title Admissions in Seoul Admissions nationwide 
1 Troy 2004-05-21 Warner Brothers Korea 90 1,513,408 3,851,000 
2 Shrek 2 2004-06-18 C) Entertainment 85 1,273,000 3,210,000 
3 The day after Tomorrow 2004-06-03 Twentieth Century Fox Korea 954,300 2,952,700 
4 The Passion of Christ 2004-04-02 Twentieth Century Fox Korea 940,311 2,486,600 
5 Spider-Man 2 2004-06-30 Columbia Tristar 72 935,859 2,367,704 
6 pa oa 2004-07-16 Warner Brothers Korea 91 892,900 2,532,000 
the Prisoner of Azkaban 
The Lord of the Rings : . 
7 The Return of the King 2003-12-17 C) Entertainment 105 756,864 5,960,000 
8 |, Robot 2004-07-30 Twentieth Century Fox Korea 49 586,175 1,773,600 
9 Terminal 2004-08-27 CJ Entertainment 576,301 1,290,000 
10 Van Helsing 2004-07-30 519,558 1,658,927 








* 1,221,545 admissions were sold for the film, <The Lord of the Rings: The Return of the King> in the Seoul area, in 2003. Note : The box office results were based on admissions in Seoul 
* Admissions nationwide were estimated based on the box office results provided by Showbox Inc., Cinema Service, Korea Pictures, Warner Brothers Korea and Columbia Tristar. 
Data on admissions for all other films was provided by Cine21. 


Table 8. Korean Films released from January to September 2004 






























































Number First Run Distributor Production Rating ical pa ona, peal 
Previously Released 1 Old Boy 2003-11-21 Show East Co. Show East Co. Over 18 1,140,000 32,921 
Previously released 2. = Happy Naked Christmas 2003-12-17 Tube Entertainment — Tube Entertainment Over 15 210,661 7,924 
Previously released 3 Silmido 2003-12-24 Cinema Service Cinema Service Over 15 694,174 2,567,826 
Previously released 4 peanut hi aa 2003-12-31 = Showbox/Mediaplex,Inc. Showbox/Mediaplex,Inc. Over 15 33,220 211,332 

1 Spirit of Jeet Kune DO; Once 2004-01-16 CJ Entertainment Sidus Corporation Over 15 1,020,869 

Upon a Time In High School 
Z 100 Days With Mr. Arrogant 2004-01-16 Cinema Service Poibos Over 12 351,500 
; : General 

3 Ice Rain 2004-01-16 Showbox/Mediaplex, Inc. Koo & Film Inc. aapion 80,212 

4 Au Revoir, UFO 2004-01-30 Tube Entertainment Uri Film raakale 65,000 
admission 

5 Spy Girl 2004-01-30 = Showbox/Mediaplex,Inc. M3 Entertainment Over 12 32,884 

6 Taegukgi 2004-02-05 § Showbox/Mediaplex,Inc. KangJeGyu Films Over 15 3,509,563 

7 Magic Police Galgari 2004-02-13 Columbia Tristar To To Entertainment General 2,176 
and Okdongja admission 

8 A Smile 2004-02-13 Miso Films Miso Fllms Over 15 613 

9 Too Beautiful to Lie 2004-02-20 Cinema Service SeaSun Film Over 12 374,000 

10 Mokpo, Gangster's Paradise 2004-02-20 Korea Pictures KiHweck ShiDae Over 15 32 382,100 

11 Desire 2004-02-20 Myung Film Myung Film Over 18 542 

12 Samaritan Girl 2004-03-05 Show East Co. Kim Ki-duck Film Over 18 64,274 

13 Who’s Got the Tape? 2004-03-12 C} Entertainment CK Pictures Over 15 133,407 

14 Mr.Handy 2004-03-12 Cinema Service Zenith Entertainment Over 12 55 341,000 

15 2004-03-19 Indi Story, Art Plus PURN Production Over 12 3 19,202 

16 Dance With Solitude 2004-03-19 oi Masulpiri Pictures  Over1S —-12 13,459 

; ' General 

17 When | turned Nine 2004-03-26 Cinema Service HwangkiSung Films ae 27 129,800 
admission 

18 Father and on 2004-03-26 CJ Entertainment Corea Entertainment Over 15 31 227,000 

The Story of Mencius 
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19 The Wolf Returns 2004.04.01 *owPox! ae Genesis Pictures Over 15 51,624 
20 My Little Bride 2004-04-02 Korea Pictures Culture — Media Over 12 876,600 
23 Liar 2004-04-23 CJ Entertainment C & Film Over 18 88,757 
24 Arahan 2004-04-30 Cinema Service Fun&Happiness Film Over 12 756,000 
25 Woman is the Future of Man 2004-05-05 CJ Entertainment Mirashin Korea Over 18 148,174 
28 Clementine 5004-05-21 Enter Mode Pearl Star Pictures Over 15 35,013 
29 Windstruck 2004-06-03 a erated | Film Over 15 665,531 
30 Taewon Entertainment Over 15 37 135,000 
31 The Ghost 2004-06-17 = Showbox/Mediaplex,|nc. Popcorn Film Over 12 236,545 
32 Someone Special 2004-06-25 Cinema Service Film It suda Over 15 134,000 
33 A Wacky Switch 2004-06-25 Lotte Cinema White Lee Entertainment Over 15 40,824 
34 My Mother, The Mermaid 2004-06-30 C} Entertainment Now Film eaical 5,731 
admission 
35 Bee 2004-07-09 Cinema Service KM Culture Over 15 327,000 
Showdown in Seoul 
36 Two Guys 2004-07-09 Show East Co. Boram Pictures Over 15 251,859 
37 May Film Over 12 47 413,000 
38 The Guy was Cool 2004-07-22 —Hopdong Film Co.,Ltd B.M. Film Over 15 160,000 
39 Romance of Their Own 2004-07-22 = Showbox/Mediaplex,I|nc. Sidus Corporation Over 12 610,950 
40 Spinkick Soundtrack 2004-07-23 Cinema Service Cine2000 Over 12 20,539 
4] Mateo 2004-07-24 AIC KOREA Dongwoo Animation Plana 102 
42 Everybody has Secrets 2004-07-30 Cinema Service Taewon Entertainment Over 18 346,150 
43 The Doll Master 2004-07-30 Lotte Cinema Pilma Pictures Over 15 55,000 
45 Bunshinsaba 2004-08-05 In oe | Post Pictures Over 15 268,053 
46 Love, So Divine 2004-08-05 KiHweck ShiDae KiHweck ShiDae Over 12 311,718 
49 To Catch a Virgin Ghost 2004-08-13 = Showbox/Mediaplex,|nc. Hanmac Films Over 15 552,279 
50 Three Monsters 2004-08-20 CJ Entertainment se cise Aa Over 18 107,627 
51 C & Film Over15 42 540,000 
52 The Spider Forest 2004-09-03 Chungeorahm Film OAK film Over 18 33,847 
53 A Family 2004-09-03 Tube Entertainment Tube Pictures Over 15 463,820 
54 Don't Tell Papa 2004-09-03 CJ Entertainment KiHweck ShiDae Over 15 120,195 
55 Sidus Corporation ela 241,175 
56 Ghost House 2004-09-17 Cinema Service Cinema Service Over 12 549,000 
57 Spring Time 2004-09-23 Siz Entertainment Over 12 154,241 
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Predicting the Growth of the 





1. Analytical Model and Materials 


Two methodologies are generally employed to forecast the 
size of a particular market. The first is what is known as a 
regression analysis, which uses changes in individual variables 
to predict changes in the market size. Simply put, this method 
estimates the relationship between the market size and those 
variables which can influence it. The second method is the 
widely utilized time series analysis employed to forecast the 
future of a specific variable based on its movement patterns. 
This method makes uses of the past values of the variable 
(market size) which is being analyzed as a result is more often 
than not employed to formulate short-term predictions. This 
study uses a time series analysis to estimate the size of the 
audience for the Korean film industry, a method widely used 
to predict market size. 

The analytical data which has been used to predict the size 
of the audience for Korean films is monthly admissions from 
January 1999 to December 2003. A quick glance at ticket sales 
trends reveals that the audience size for Korean films has 
1) This paper is a summary of KIM Mee-hyun, CHOI Yeong-jun, and CHON Bum-soo, 


Prediction of the Growth of the Korean Film Industry and the Analysis of Growth 
Factors, KOFIC, 2004 
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rapidly increased since 1999. As such, the researchers have 
decided to limit the scope of the analytical date to that 
published after 1999. 

This study makes use of the widely used Box-Jenkins 
Technique (ARIMA: autoregressive integrated moving-average 
model). Once non-stationary time series data has been 
changed to stationary time series data, Box-Jenkins’ ARMA is 
applied to the changed data in order to estimate the future 
value of a particular variable. Generally, ARIMA (autoregressive 
integrated moving-average model) is expressed as: 
ARIMA(p,d,q). Here, p indicates the order of the autoregressive 
model, g indicates the order of moving average model. And d 
indicates the order of the differencing which was used to 
transform the non-stationary time series into a stationary time 
series. Therefore, the ARIMA(p,d,q) of a non-stationary time 
series data, which was the order of differencing d, can be 
established as follows: 


q 
X; ay, bt ea; 


Where, 


Xt: observed value of the dependent variable at a specific 


10 
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Table 1. Monthly changes in admissions 


25,000,000 


20,000,000 


15,000,000 


10,000,000 





5,000,000 








point in time, t 
Vi : white noise of the stationary time series 


A time series analysis using the Box-Jenkins technique Is 
carried out in three stages: 

First, model identification 

Second, parameter estimation 

Third, model diagnostic checking 


The model identification stage is where the order of the 
ARIMA is selected. This stage closely resembles the selection of 
the independent variables in a regression analysis. The 
parameter estimation stage is carried out based on the time 
series data provided. Two different methods of parameter 
estimation are generally used: maximum likelihood estimation 
and least square estimation. This study’s parameter estimation 
was identified using the maximum likelihood estimation 
method. Lastly, once the model identification and parameter 
estimation processes have been completed, the model 
diagnostic checking stage is carried out to assure that the 
provisional model is in accordance with the given time series 
data. This study made use of Portmanteau statistics to verify 
the adequateness of the model. 
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The above-mentioned model was used to formulate 
separate predictions about the size of the domestic audience 
for Korean and foreign films. Admissions for Korean films were 
estimated first, followed by those for foreign films. The reason 
why admissions for Korean and foreign films were separately 
analyzed is that their audience patterns were found to be 
different. As such, the researchers estimated that a separation 
analysis would be more effective than an aggregation analysis. 

The statistical package SAS V8.1 was used to analyze the 
model. 

<Table 1> shows the time series data for film admissions 
during the period under analysis. The monthly changes in 
admissions clearly reveal the existence of seasonality. 


2. Forecast of admissions for Korean films 
This study used the three-staged Box-Jenkins technique to 


forecast admissions for Korean films. During the first stage, 
model identification, the researchers selected the stationarity” 





2) A stationary time series refers to a time series in which the covariance between 
variables is dependent on the time lag while the mean, variance and autocorrelation 
structure do not change over time t. The stationarity of the data can be defined 
using a standard ADF verification tool. 
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of the time series data and the order of the ARIMA. The 
researchers verified the stationarity of the data using the ADF 
(Augmented Dickey-Fuller) method in order to decide 
whether there was a need to carry out the differencing of the 
time series data. As a result of this verification, the analytical 
data was identified as being a non-stationary time series. As 
the seasonality of the analytical data was also clearly evident, 
the researchers differenced (d=12) the non-stationary time 
series data in order to transform into a stationary time series. 
Then, using the autocorrelation coefficient, reciprocal 
autocorrelation coefficient, and partial autocorrelation 
coefficient of the differenced time series data and the AIC and 
MSE values of the model, the following ARIMA, which consists 
of the autocorrelation orders (p=(1,3,6,9,12)), and the moving 
average orders(q=0), was selected. 


Xt = 0.27890+0.05764X¢.1-0.10643X¢-3+0.1861 8-6 


(3.09) 0.57) (0.86) (1.38) 
+0.25201 Xt-9-0.455 36Xt-1 2t+Vt 
(0.09) (3.61) 


Where, 
Xt indicates the log value of the admissions for Korean films 


Table 1. Forecasted admissions for Korean films 


during time t. The values in the parenthesis indicate the 
statistical measurements of t. 


In order to judge the adequateness of the model, the value 
of Portmanteau statistic X° was used. The model was 
determined to be adequate when the value of Portmanteau 
statistic X was found to be large. The Portmanteau statistic x’ 
in the above model was found to be in excess of 0.95, and as 
such the model was deemed to be adequate. 

The changes in admissions for Korean films in the Seoul area 
over the next three years were calculated using this model 
<Table 1>. 


3. Forecast of admissions for foreign films 


The same 3-stage Box-Jenkins technique was used to 
forecast the number of domestic admissions for foreign films. 
Admissions for foreign films were also found to exhibit 
seasonality. As such, the data was differenced (d=12) and 
transformed into a stationary time series. Thereafter, the 
autocorrelation order (p) and the moving average order(q) of 
the data transformed into a stationary time series were set. As 



































2004 2005 2006 
Month Point | Interval forecasting | Point Interval forecasting Point Interval forecasting 
prediction L95 U95 prediction 195 U95 prediction 195 U95 
January 3,876,572 1,008,680 14,898,486 | 4,409,996.4 735,669.5 26,435,877 3,986,085 427,734.3 37,146,599 

February 6,121,376 1,577,208 23,757,964  6,137,383.1 1,022,012 36,856,175 5,984,102 637,386.8 56,181,693 
March 3,028,279 780,141.7,. = 11,754,884  2,941,834.3 489,874.8 17,666,534 2,950,692 314,209 27,709,522.6 
April 5,790,175 1,490,724 22,489,820 4,697,346.7 760,383.1 29,018,356 5,235,856 557,105.7. 49,208,241 
May 6,866,076 1,767,655 26,669,801  6,093,204.2 982,470 37,789,588 6,555,301 697,497.3 61,608,803.1 
June 5,232,201 1,347,016 20,323,389 5,376,345.6 866,680.6 33,351,493 5,308,426 564,824.4 49,890,529.3 
July 5,362,410 1,287,271 22,338,289  5,810,871.7 909,769.3, = 37,115,155 5,386,272 555,626.3 52,214,821.3 
August 4,942,424 1,181,708 20,671,396 5,448,786.3 852,068.5 34,843,761 5,000,802 514,695.3 48,588,008.1 
September 6,399,248 1,529,825 26,768,018 6,114,629 956,165.9 39,102,719 6,214,166 639,497.5 60,384,689 
October 6,584,229 1,447,347 29,952,775  6,463,912.5 990,732 42,173,026 6,513,844 650,033.4 65,273,822.6 
November 5,456,782 1,194,150 24,935,293  5,066,745.7 775,923.9 33,085,605 5,305,610 528,505.3 53,262,465 
December 5,841,133 1,278,083 26,695,319  5,959,521.3 912,614.5 38,916,645 5,926,312 590,295.7  59,497,599.5 
Total 65,500,904 6,677,411 620,966,794 
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such, the three stages of the Box-Jenkins technique were used 
to establish the following ARIMA ((1,12),12,0) model: 


Yt = 0.13442 + 0.3442Y;., -0.07038Yt-19+Vt 
(459) (054) (2.93) 


Where, 

Y: is the log value of the admissions for foreign films during 
time t. 

The values in the parenthesis indicate the statistical 
measurements of t. 


Here, the value of the Portmanteau statistic X’ was found to 
be over 1.91, and as such, the model was considered to be an 
adequate one. The admissions for foreign films over the next 
three years were then forecast using the model established 
above <Table 2>. 


4. Forecasted admissions for the Korean 
film industry 


The point predictions found in <Table 1> and <Table 2> 


Table 2. Forecasted admissions for foreign films 





were reorganized and exhibited as <Table 3>. The Korean film 
industry is forecasted to achieve stable growth of 9.31% in 
2004, 5.37% in 2005, and 8.08% in 2006.The market share 
for Korean films is expected to remain at the 40%-level. 
However, the rate of growth of Korean film admissions is 
forecast to slow down somewhat. According to the results of 
our analysis, admissions for Korean films in 2004 will total 
65,500,000, a 4% increase over last’s year’s totals. However, 
this growth is expected to slow somewhat after 2004. 


Table 3. Forecast of admissions for 
the Korean film industry from 2004-2006 








2004 2005 2006 
Total admissions 131,752,662 138,832,342 150,060,656 
Admissions for Korean films 65,500,904 64,520,577 64,367,468 
Admissions for foreign films 66,251,758 74,312,065 85,713,188 
Market share of Korean films (%) 49.7 46.5 42.9 
Growth rate (%) 9.31 5.37 8.08 








The number of admissions for Korean films in 2005 is 
expected to decrease by about 1.5% from the previous year. 
On the other hand, the number of admissions for Korean films 
in 2006 has been forecast at around 64 million, a decrease of 


























2004 2005 2006 

Month Point Interval forecasting Point Interval forecasting Point Interval forecasting 

prediction L95 U95 prediction L95 U95 prediction L95 U95 
January 8,253,984 4,688,110 14,532,137 9,176,052 4,779,220 17,617,925 ~—- 10,658,366 4,887,431 23,243,449 
February 4,562,397 2,587,733 8,043,900 5,316,970 2,769,204 10,208,770 6,026,893 2,762,298 13,149,719 
March 4,516,700 2,561,797 7,963,387 4,834,990 2,518,177  —9,283,356.5 5,694,271 2,609,839 12,424,032 
April 3,475,291 1,971,127 6,127,281 3,769,391 1,963,188 7,237,367 4,402,414 2,017,746 9,605,396 
May 5,370,072 3,045,815 9,467,967 6,228,046 3,243,713 11,958,074 7,071,574 3,241,094 = 15,429,097 
June 4,229,670 2,398,998 7,457,325 5,260,822 2,739,960 —_- 10,100,970 5,807,886 2,661,911 12,671,922 
July 8,258,713 4,684,203 14,560,926 8,945,148 4,658,843 17,175,008 ~—- 10,501,310 4,813,035 = 22,912,259 
August 8,276,861 4,694,497 = 14,592,923 8,985,697 4,679,962 17,252,864  —- 10,492,872 4,809,168 22,893,848 
September 3,663,534 2,077,895 6,459,172 4,453,990 2,319,743 8,551,822.2 4,955,792 2,271,374 — 10,812,783 
October 3,205,519 1,818,116 5,651,645 3,328,390 1,733,503 6,390,628.6 3,976,833 1,822,690 8,676,844 
November 4,565,614 2,589,540 8,049,627 5,389,952 2,807,214 10,348,904 6,063,680 2,779,149 13,230,026 
December 7,873,403 4,465,662 13,881,586 8,622,617 4,490,861 16,555,737 = 10,061,299 4,611,366 21,952,221 
Total 66,251,758 39,287,102 187,001,597 
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0.2% from 2005. Meanwhile, admissions for foreign films are 
expected to stably increase by about 15% every year, reaching 
the 85 million mark in 2006. This result can be explained as 
follows: although the overall Korean film industry is expected 
to continue to expand, the market share for Korean films will 
slightly decrease. The anticipated low growth of admissions for 
Korean films over the next three years is in direct contrast with 
the high growth rate achieved over the last 5 years: 72.0% in 
1999, 4.5% in 2000, 97.3% in 2001, 13.4% in 2002, and 
25.4% in 2003. Meanwhile admissions for foreign films during 
this period grew by 12.2% in 1999, 27% in 2000, 63.0% in 
2001, 21.9% in 2002, and 23% in 2003. As such, the growth 
of admissions for Korean films has exhibited more fluctuation 
than that of foreign films. 


A different model was established which was based on the 
assumption that the growth in the number of admissions for 
Korean films, which has steadily increased over the last 10 
years, would continue in the future. As a result, the overall 
Korean film industry was predicted to grow by 20% annually. 
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The number of admissions for Korean films was forecast to 
increase by 30% a year, while admissions for foreign films 
would increase by 5% annually. Moreover, the market share of 
Korean films was predicted to be 60%. However, once the 
cyclical nature of the economy was factored into the equation, 
the researchers were forced to abandon this model as its basic 
assumption that admissions would continue to grow at a rapid 
rate suddenly became unrealistic. 

Nevertheless, the analysis found in <Table 3> Is also limited 
in that these forecasts have been based solely on recent 
growth patterns. Should important changes occur in market 
environment variables, the actual number of admissions for 
the Korean film industry may wind up being different from 
what is predicted in this paper. In the case of 2004, the 
growth rate and market share for Korean films have been 
readjusted upwards because of the remarkable success of 
<Silmido> and <Taegukgi> at the box office. As a result of 
their unprecedented box office success, with each film 
mobilizing over 10 million moviegoers, the increase in the size 
of the market recorded in 2004 was much larger than in 
previous years. The market share of Korean films during the 
first eight months of 2004 was 58%; meanwhile, admissions 
for Korean films increased by 42.4% over the previous year, 
while overall admissions rose by 13.5%. Therefore, the size of 
the increase found in the predictions herein is significantly 
larger than the actual growth recorded over the last few 

years. The final rate of increase of Korean films in 2004 

is expected to be higher than the value predicted in 

the table above. In addition, it is important to point 

out that these predictions may be affected by 

important changes in policy- such as the change 

in the screen quota system, an issue which has 

become of the utmost importance for the Korean 
film industry. 
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Assistant Professor, School of Creative Media, City University of Hong Kong ULE 


International financing of film projects has increased drastically in Asia in the past few years. <Windstruck> is 
one such project, or to be more precisely, a collaboration between filmmakers from Korea and producers from 
Hong Kong. | will discuss the process of this film project along with the introduction to concepts and models in 
international financing. My discussion will cover the following stages during a standard film production, namely, 
before the pre-production, pre-production, production and postproduction, as well as distribution. After the case 
study of <Windstruck>, | will also present two cases of international financing projects that | am currently 
involved and my vision on the future development of Korean film industry. 


Before Pre-production 


The initial stage in the filmmaking process is what | call “before pre-production.” As you already know, two 
Korean films made before <Windstruck>, <My Sassy Girl> and <Classics> have done very well in Hong Kong, 
both being distributed by Edko Films. Everyone in Hong Kong knows of the Korean actress Jun Ji-hyun and 
director Kwak Jae-yong. 


Edko Films is owned by Bill Kong. Other than being a distributor in Hong Kong, he has also produced a few 
world-renowned film projects including <Crouching Tiger Hidden Dragon Hidden Dragon>, <Hero>, and very 
recently, <The Lovers>. Mr. Kong is interested in director Kwak’s works and has been looking for opportunity to 
cooperate with him. 


Sidus HQ Company has a production entity “I Film”, which owns the right of the Windstruck script. When 
Edko Films and | Film decided join hand, a new company Surprises Ltd was also formed to produce this film 
project. The main credits in the film showed “Surprises Ltd. Presents” and then “An | Film Co. and Edko Films 
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Production.” Surprises Ltd. is a BVI (British Virgin Island) company, which signed all the contracts and 
agreements and owns all the rights. Certainly, all concerned parties have their share of risk and responsibility as 
well as profits. 


Pre-production 


When we go into pre-production, we normally already have a package. The 
case of <Windstruck> is relatively simple. We had a script and confirmed to 
work with the director and the casts. All we needed to decide was where the 


money would be coming from. Edko Films, as a distributor, decided to issue a 
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distribution contract to Surprises Ltd. Normally this sort of process takes a long 
time among lawyers from all concerned parties. In our case, however, since 


Mr. Kong is engaged in the business activities of most of the parties concerned 
here, the negotiation process went rather smoothly. In short, Edko Film issued 
a distribution contract to Surprises Ltd., stating that that upon the delivery of 
the completed film, Surprises would receive an amount, which could cover the 
cost of the entire production. 


Surprises Ltd. then took the contract from Edko Films and went on to the 
bank lending money to the production. It was a French bank located in Los 
Angeles, which Bill Kong and | dealt with when produced <Crouching Tiger, 
Hidden Dragon> and <Hero>. That is to say, we already had very good 
relations with the bank. Normally, if the producers do not know the bank, the 
bank will examine the background of their company very carefully, checking 
on their financial history and reputation. In our case, the bank knew us well, so 
the process again went smoothly. The contract states that Edko only pays the 
said amount when the film is delivered. At this point, the question from the 
bank is always, “what if the production company cannot finish the film or 
goes over the budget?” Before the bank can loan out money, it needs a conviction in advance. 


Here, the completion bond plays the role of giving the bank guarantee to complete the film on time and 
within the budget. Thus, the completion bond takes the risks, as the process of filmmaking involves many 
foreseen or unforeseen factors. As a usual practice, people who are willing to offer the completion bond have to 
study the script and do research on the filmmakers to see if they had good reputation in the past, and, to 
evaluate if they are able to finish this particular project on time and within the budget. As a producer, | have 
been working with Bill Kong on three projects and we both earned a decent reputation with the bank and the 
completion bond companies. All films we worked together were finished on time and within budgets over the 
past years. Even so, <Windstruck> was still a challenge for us, since it was the first Korean film that we produced 
within the international financing system. 


Again, the role of the completion bond is to ensure the film to be finished on time and within budget. If the 
film goes over budget, the completion bond would pay for it. In order not to lose money, the completion bond 
company gets involved in every stage of the film during the entire production process. The filmmakers need to 
report on the progress of film production everyday to the completion bond. The bond would take over the 
production when they feel something goes wrong or would be going wrong. Creativity is not their concerns. 
They have the rights to fire anyone in the film including the producers and the director. The normal procedure is 
that they monitor the shooting process strictly according to the script, the schedule and the budget. If the 
production was not shooting according to the script, they could stop the shooting and to find someone else to 
finish the film as according to the script. If they found the production has the possibility to go over budget and 
schedule, they could come and take over as well. One reason for this practice is being that the distribution 
company is contracted to pay for the film when it is shot as according to the script. 


The percentage the production company pays to the bond in the end depends on their confidence towards 
the project. The premium rate for the completion bond service is between 2 and 4% these days. People always 
think, especially in Asia, whether they really need a completion bond. In my opinion it is good to have the 
completion bond. On one hand, if the production goes over the budget, the completion bond will pay for it. On 
the other hand, when the producers and the financiers want to keep good relationships with the directors, and 
therefore it is better for the completion bond to monitor the whole process. In the US, if a film is taken over by 
the completion bond, usually it would be very difficult for the fired director and the producers to get new 
projects. 


Production and Postproduction 


There are three very important issues for producers during the production and postproduction process: the 
budget, the schedule and the cash flow schedule, 
which are the three keys to ensure the process 
going smoothly. Usually we already know the 
budget from the beginning of production. As for 
me, the schedule was not that important in the 
making of <Windstruck>, as in Korea, the delay in 
schedule would not result in paying extra salaries 
to the casts and crew members. Having said that, | 
still have to ensure the film would be completed 
and delivered to Edko on time as according to the 
contract between Edko and Surprises Limited, 
because Edko Films was making deals with other 
international buyers and distributors and as a 
result, Edko also has its own delivery deadline of 
this picture to those companies. 
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Cash flow planning is always very important since we pay high interests to the bank. When making 
<Windstruck>, | had to ensure that the money went to Korea on time and no money sat in the bank without 
doing anything. | visited Korea for about five times, usually staying only for one night or two nights. The first 
couple of times | met with the producers and learned about the logistics in Korea. The third time | came to Seoul 
when we were having a press conference and that was where | met director the first time. 


Although | knew that the two producers Mr. Jung Hoon-tak and Miss Choi Su-yeong were very capable and 
were able to lead this film project smoothly to its completion. My key concern was still the director. For me, 
whether | can have faith in the director, whether | think he could commit himself to the project, is always 
significant. In the case of <Windstruck>, | had good faith in the director and producers. | felt very comfortable to 
have them operating this film project without much interference. 


After that, | received the production call sheets and daily reports, cost reports and all banking documents and 
other information. From the reports, | knew exactly how much we had spent, how much we had left and how 
much we still needed to finish the movie. Only during the first couple of weeks, the reports were not well written 
due to the lacking of such experience. All reports were produced in detail and on time later on. Here, | have to 
thank our Korean Production Coordinator, Miss Eunkyung Jude Jung for doing a wonderful job in preparing all 
reports in this project, of course, with the full collaboration and efforts from all crewmembers. 


| found the whole process of making <Windstruck> was quite easy for me. It was because the crew members 
were very cooperative and understood that the reports were important for the film production. All expenses on 
the reports were explained in details and well supported by receipts. That’s why | believe that all the money we 
got for the movie was all spent on the production. Korean filmmakers should be proud of this, which led me to 
think that they would have a very bright future. 


| went to school in Japan and US and work in HK. In all the three places, once we started shooting, we keep 
shooting till the end. Because | heard a lot about the ways how the Korean makes movies?how they shoot for 










three days and rest for three; we were concerned with the risk coming with the Korean way of shooting. | respect 

what Koreans do in their country, but whether or not they could tighten their shooting schedule in order to 

save more money, should be discussed. | still need to learn more about that aspect, which | have also 

talked to the producers. Eventually by the end of the production, we finish everything within 

the budget but the shooting schedule is over. That did not hurt my work, because we 
were still able to deliver the film to Edko on time as well. 


Another interesting issue | would like to share was that when we needed money 

for the production, we received the money first from the US bank to our bank in 
HK. We then released the money to the bank in Korea. One issue | found in our case 
was that after we transferred the money to Korea, the money was very often sitting 
in the Korean bank a couple of weeks later. | told the Korean Producers that if you still 
had money there, | would not be remitting more money from HK because we were 
paying high interests to the bank for the loan. | then found out that they were spending 
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money from other sources. The reason was that they were waiting for the exchange rate to becoming better. 
When the rate was good, they changed the money from US dollars to Koran wan. It reminded me that when we 
did <Crouching Tiger Hidden Dragon>, thanks to the advantage in exchange rate, we gained quiet a lot from 
the exchange rate. That is why when we work on the international co-production and when the funding is not 
in our local currency, we have to be careful with the exchange rate. We may gain some money but at the same 
time we may also lose some money. Of course, we could always fix the exchange rates when signing contract 
with the bank. 


Distribution 


Distribution and marketing are very straightforward in the case of <Windstruck>. For the domestic distribution, 
we have C} entertainment and | Love Cinema by Sidus HQ on our distributor list; for international, it is Edko 
Films. Edko Films has various distributors around the world. Warner's Brothers in Japan is going to distribute the 
film in Japan in this December. | am not going through the marketing of this project as it was very similar to that 
of most film productions. 


Implication of the Windstruck Model 


| have been asked to summarize the <Windstruck> model many times before. My belief is that this case 
provided a good opportunity and another option for Korean filmmakers for some alternative financing models, 
which related to the structure of “International Financing” and “Asian Co-production.” It is particularly important 
when your local market becomes saturating. | also believe that when going through the entire process, the 
project itself would be refined and would become more competitive in the international markets. 












Two Cases in International Financing on Asian Film Projects 


| would like to share my experience on two of the projects that | am currently 
producing. 


Show You Color 


This is based on the musical written by a Chinese musician Cui Jian, who is honored 
as the father of Rock and Roll in China. | know about this project through a good friend — 
of mine, Christopher Doyle. He said it is going to be a highly stylized music film with an — | 
idealized atmosphere. Music not only serves as a narrative drive, but is the soul of the aH 
film as well. It is through music that one sees how individuals try to free themselves Va 
from the rigid limitations of the social system. It is through music that the 


protagonists of this film find the strength to face themselves and the particular iW 
a 1, 
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circumstances of their lives. With their talent, passion, and 
understanding, they transform the theme song, Lost Season, into several 
different versions. It is through each version that we witness the lives of 
three young people in the 1970s and the lives of their children in today’s 
world. Each character's story is told in a unique style, yet all stories share 
a common theme. 


Three colors are used to represent three different genres of music: 
yellow represents pop; red represents rock; and blue represents 
electronic. The three colors also correspond to three different lifestyles 
and sets of values. Yellow represents living in a world where family and 
relationships come before all else. It is the color of beauty and sentiment, and also one of compromise and 
vulnerability. Red represents living from the heart and constantly challenging one’s limits. It is the color of 
courage and frankness as well as sacrifice. Blue represents living with wisdom and health as life’s top priority. It is 
also the color of reason, compassion and forgiveness. The three colors compliment each other in creating our 
colorful representation of life and music. In this film, our three young protagonists face the realities of their lives 
honestly and, in the end, show their true colors. 


| was touched by this idea, since it reminds me of a French film | saw in 1983 in Japan directed by Claude 
Lelouch. The tile of the film is Bolero. | decided to visit Cui Jian. | flew to Beijing and listened to the music he 
prepared for the film. At the point, Cui Jian and Chris have already worked on the project for two years. After my 
visit, we all decided that we want to push the project further. The three of us established a BVI company. | 
discussed this project with my partners, Mr. Kim Chulsoo in Seoul. He suggested that we should try PPP in Pusan 
and we did. We were very lucky to be selected by PPP as one of their projects this year. 


Mr. Kim Dong-ju of ShowEast decided that he would invest one third of the budget within seconds after 
reading the synopsis and meeting up with Cui Jian, Christopher Doyle and I. Within the next day in Pusan, we 
also confirmed another investor Mr. Chen Wei-ming of Zhongbo from China to invest another one third. We are 
currently working hard on the script and the casting process. We are confident that we would be able to get the 
rest from a third country. | am not in such hurry to get the remaining 1/3 at this moment. | prefer to wait for a 
little longer, till a favorable deal come to us. 


The original idea that | have in mind before having the first commitment from Mr. Kim Dong-ju of ShowEast 
was that if | have 3 equal equity partners from three countries in Asia, and if they all believe in the project, they 
would push the project aggressively in those three countries. Because they are equal equity investors, we will 
need to decide on who will be doing distribution in those three countries; it is not necessary for our investors to 
distribute in their home countries. If later on, for example, some distributors come with better distribution 
arrangements, we may go with their proposals in their proposed countries. All the incomes of the films will be 
put in a big pot, which will be shared among the equity investors and the filmmakers. 


After all the incomes and profits being put into the pot, the first people who will get money back are the 
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investors; we will ensure they get their investment back with interests. Then it is about how we split the profit, for 
which we will find a way to make all of us feel comfortable. 


Another project | am producing is <Mongol>, a Russian movie. This is a project about the early years of 
Genghis Khan. Except the Russian fund, there are also investments from France, Germany and Kazakhstan. My 
Russian colleague sent me the script. And, the first thing that | was thinking was how Genghis Khan should look 
like. Should he look like Asian or someone like Keanu Reeves? 


Eventually, | believe that Genghis Khan should look Korean. There are two reasons why | recommended 
Korean actors to the Russian filmmakers. Firstly, from the marketing point of view, Korean talents are very 
popular in Asia. And my Korean partner, Mr. Kim Chulsoo, as well as other good friends in Korea, has kept telling 
me that Koreans are actually related to the Mongolians. 


Mongol 
| was excited about the idea and went to Moscow with it. Interestingly, everybody loved the idea. We are 

going to cast Korean actors and actresses for this film. We may also invite some Japanese or Chinese actors for 

some suitable roles. It is interesting to mention that many Hong Kong filmmakers believe that by using Korean 

and/or Japanese talents for their films, their chance of being successful is enhance. Most cases, however, have 


proven that it does not always work out this way. Since the financing for <Mongol> has been secured, | am 
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planning to make some sort of distribution deals once | have the script refined and casting confirmed. 


The film will begin shooting in June 2005 in Kazakhstan. We have had a big discussion on the language to be used 
in this project. | was convinced by the director, Sergei Bodrov that the film should be in Mongolian language. 


<Mongol> will be the biggest film ever made in Russia in terms of production cost. The director, Sergei Bodrov, is 
one of the most respected filmmakers in Russia. His earlier work, <Prisoner of the Mountain>, was nominated for 
both Oscars and Golden Globe in the category of Best Foreign Pictures in 1997. 


The Future of Korean Films 


| want to share my thoughts on the future of Korean films. Korean films are doing very well in its domestic market 
at this moment. Most of them, however, are not doing very well in the international markets except in a handful of 
Asian countries. Korean market has been good for a while, but it may soon be saturated. Before the market gets 
saturated, filmmakers in Korea should think more about the international market, especially in Asia. 


| also think that the filmmakers in Korean should also consider producing films in genres other than romantic 


comedies and melodramas. 


Knowledge and experience in Asian co-productions are extremely important for Korean filmmakers before going 
into the international markets, like the US and Europe. If Korean filmmakers do not put more efforts in such 
direction, they might soon follow the footsteps of the Hong Kong filmmakers and end up in the depressing situation 
facing us now in Hong Kong. 





Korean Films in Prospect 





This Charming Girl 


OYA}, Bail / Yeoja, Jeong-hae 
2004, 99min., 35mm, color, 1.85:1, Dolby Digital 
Directed by LEE Yoon-ki 


My Generation 


OFO| AlL|all0|A41 / My Generation 
2004, 85min., 35mm, color & b&w, 1: 1.33, Dolby SRD 
Directed by NOH Dong-seok 





SYNOPSIS 

In her late twenties, Jeong-hae leads a routine, insular 
life working at a post office and keeping house by 
herself. She is kind, neat, and rather detached and 
peaceful for a pretty woman her age in Seoul. Brief 
flashbacks and encounters provide us with glimpses 
into her character. She takes in a stray kitten and starts 
to remember things about her artist mother; a sudden 
lunch date brings on memories from the past, and 
when she ventures to reach out to a young writer who 
frequents the post office, her unexplained peacefulness 
is shaken, and hidden trauma begins to make its way 
to the surface of her emotions. 


INTERNATIONAL FILM FESTIVAL 
New Currents Award, 9th Pusan International Film 
Festival 


Main Cast KIM Ji-soo, HWANG Jeong-min 
Exec. Producer LEE Seung-jae 

Producer YOON Il-jung 
Cinematography CHO! Jin-ung 


PRODUCTION 

LJ Film Co.,Ltd. 

25-11 Nonhyun-dong, Gangnam-gu 
Seoul, Korea(135-814) 

Tel: +82-2-3444-2466 

Fax: + 82-2-3444-6858 

E-mail: jnoh@jfilm.com 


INTERNATIONAL SALES 
To Be Announced 
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SYNOPSIS 

Call it cold blue youth for Jae-kyung and Byung-seok. 
Byung-seok owed credit card loan to buy video 
camera. He videotaped Jae-kyung, a puppy, and 
people exercising. He wanted to do something with 
his footage but there was only a chance to videotape 
other's wedding ceremony. However Jae-kyung had a 
job at the private loan company to pay for Byung- 
seok's debt... 


INTERNATIONAL FILM FESTIVAL 
9th Pusan International Film Festival New currants 
official selection 


Main Cast KIM Byoung-seok , YOU Jae-kyung 
Producer KIM Hwang-hwa, KIM Ho-kwan 
Cinematography LEE Sun-young 

Editing Noh Dong-seok 


PRODUCTION INTERNATIONAL SALES 
nds5317 To Be Announced 
8-375, Hongeun-2dong, Seodaemun-gu, 
Seoul, Korea (120-841) 
Tel: +82-2-379-4365, 
+82-18-303-5317 
E-mail: nds5317@freechal.com 


Korean Films in Prospect 





So Cute 


+1042 / Gui-yeo-wo 
2004, 115min., 35mm, color, 1.85:1, Dolby SRD 
Directed by KIM Soo-hyun 


al 


SYNOPSIS 

A shaman named Jang Su-Ro has three sons, all by 
different mothers and all of same age. His first son is a 
deliveryman named 963. The second son is a truck 
driver named Gaeko, but nicknamed Dog Nose. The 
third son So-and-So is a yakuza. 

The infamous “sex god” Jang Su-Ro no longer possess 
the sexual powers he once did, and is reduced to living 
pathetically with his sons. One day, Gaeko picks up a 
girl named Soony and presents her to his father. Jang 
Su-Ro and all his sons fall in love with her. The race to 
win her heart is on. 


INTERNATIONAL FILM FESTIVAL 
2004 Moscow International Film Festival 
2004 Pusan International Film Festival, New Currents 


Main Cast Ye Ji-won, Kim Seok-hun, Jeong Jae-young 
Exec. Producer Kim Seung-bum 

Producer Hwang Woo-hyun, Hwang Jae-woo 
Cinematography Kim Chul-joo 


PRODUCTION INTERNATIONAL SALES 
Tube Pictures Tube Entertainment 
4FI.,Chung-ahm Bldg. 523-5, 664-21, Shinsa-dong, 
Shinsa-dong, Gangnam-gu, Gangnam-gu, 

Seoul, Korea(135-120) Seoul, Korea(135-897) 

Tel: +82-2-547-9347 Tel: +82-2-515-8231 


Fax: +82-2-547-2507 Fax: +82-2-547-3279 


E-mail: jiwan@tube-pictures.co.kr E-mail: sooyon@tube-entertainment.co.kr 


Rikidozan 


AT AT / Rikidosan 
2004, 135min., 35mm, color, 1.85:1, Dolby SRD 
Directed by SONG Hae-seong 





SYNOPSIS 

September of 1950, sumo wrestlers and Sumo 
Association officials are being chased by a man with a 
chair, around the office. The man with the chair is the 
new sekiwake (third rank) Rikidozan, who is angry after 
being told that only a native-born Japanese could 
beyokozuna, or sumo champion. 

To a man for whom sumo was everything, life after 
cutting off the sumo hair and leaving the ring is not a 
happy one, marked by frequent drinking and fistfights. 
Then fate had it that he would have an encounter with 
pro wrestling... 


FILMOGRAPHY 
2001 <Failan> 
1999 <Calla> 


Main Cast Sol Kyung-gu, Nakatani Miki 

Producers Tcha Seung-jae, Noh Jong-yoon, Kim Sun-ah, UmekawaHaruo 
Cinematography Kim Hyung-gu 

Lighting Lee Gang-san 


PRODUCTION 
Sidus Pictures 

6F, 745-5, Banpo-dong, 
Seocho-gu, Seoul, 
Korea(137-040) 

Tel: +82-2-3015-1809 
Fax: +82-2-3014-1860 
E-mail: soo@sidus.net 


INTERNATIONAL SALES 
CJ Entertainment 

26th FL.Startower, 737 
Yeoksam-dong, Gangnam-gu, 
Seoul, Korea(135-984) 

Tel: +82-2-2112-6548 

Fax: +82-2-2112-6549 

E-mail: lucylee@cj.net 


